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Much concern w i t h i n  the d i s c i p l i n e  of 
ethnomusicology sur rounds the questions-- 
'IHow do we go about  do ing  what  we do?" a n d  
"How can  we use the in format ion  t h a t  we 
gather?"  The answer to the second quest ion 
r e l i e s  ve ry  much on the way in which  we 
respond to the f i r s t  quest ion. T r a d i t i o n a l  l y 
accepted techniques of i n q u i r y  such as t ran -  
s c r i p t i o n  a r e  f requen t l y  seen as  l i m i t i n g  in 
scope and  t roub led  b y  c u l t u r e  spec i f i c i t y .  
New ways of address ing o u r  task  a r e  a lways  
b e i n g  sought.  P a r t  of the problem we face 
has  to do w i t h  the  fac t  t h a t  musicologists  
f o r  the most p a r t  have  concerned themselves 
w i t h  sound s t r u c t u r e  o r  form s y n t a x  a n d  in- 
te rna l  relevance. Th is  approach causes p rac -  
t i c a l  problems i n  t h a t  music t ransc r ibed  in 
desc r ip t i ve  nota t ion  f rom performance i s  most 
c e r t a i n l y  sub jec t ive  a n d  v e r y  l i k e l y  to con- 
t a i n  e r ro rs .  Yet another  d i f f i c u l t y  inherent  
in  t h i s  method i s  a need to deal  w i t h  the  
f a c t  t h a t  music i s  bo th  mul t i - faceted in con- 
s t r u c t  and  mu1 t i -d imensional  i n  func t ion .  
Unfortunate1 y ,  musicology has  yet to 
f i n d  a sa t i s fac to ry  way to ana lyze  sound 
pa t te rns  w i t h i n  the context of socia l  pat terns,  
a n d  v ice versa.  There have, of course, 
been attempts to do so, most no tab ly  A l a n  
Lomax's Folk Song Style and Culture. The 
parameters wh ich  Lomax sets up, however, 
have  no r e a l  r e l a t i o n s h i p  to socia l  o r  cu l -  
t u r a l  s t ruc tures .  They may p r o v i d e  us w i t h  
a d d i t i o n a l  d a t a  beyond the usua l  "musical"  
analysis,  but  on ly  to the extent of social 
o r  class layer ing  i n  that  "the more extreme, 
rad i ca l  and r i g i d  a system of social d is-  
tance, the more intensively a system of 
musical deference o r  e laborat ion must be em- 
ployed. ' l l  Lomax's tool i s  grossly I imited. 
Attempting to make the leap from context to 
symbol without examining any other social, 
po l i t i ca l ,  ideological, o r  i nd i v i dua l  elements, 
Lomax examines on ly  the t i p  of our  f i e l d  of 
study.  Music product ion i s  not so I imited, 
and i t  functions not on ly  as entertainment 
o r  to promote group ident i ty ,  bu t  ra ther  in-  
cludes other functions which re la te  to a l l  
of these aforementioned socio-cu I t u r a  I ele- 
ments. 
Despite the fact  that  music manifests 
i tse l f  i n  many ways, and that  to discuss 
music we must include i t s  funct ional  areas, 
our  research is  not f rac tu red  in to  unresolv- 
able problems. Indeed, there s t i  l 1 seems to 
remain something un iversa l  about what 
Charles Seeger ca l 1 s the "Audio-Commun icatory  
 vent."^ I n  reference to th is  fact, Seeger 
poses the fo l lowing question: "How i s  i t  tha t  
there are many k i nds  of music, bu t  tha t  
they a re  not as mutua l ly  un in te l l i g i b l e  to 
the i r  makers as are the many k i nds  of speech 
that  we c a l l  languages to the i r  makers?"3 
How i s  i t  indeed? The assumption must be 
that  there i s  a k i n d  of framework i n  which 
the "Audio-Communicatory Event" occurs tha t  
i s  common to a l l  cul tures.  We may believe, 
therefore, that  there is indeed a un i versa I 
aspect to th is  realm of sound product ion.  
Just as we use metaphor .to i l l umina te  objects 
o r  concepts, every step w i t h i n  musical pro- 
duction and performance stands as a meta- 
phor fo r  that  which the performer wishes to 
communicate. The en t i re  cyc le  of the "Audio- 
Commun icatory Event" may therefore be 
viewed as the combination of a l l  the i nd i -  
v idua l  metaphoric steps specif ic to a g iven 
c u l t u r a l  o r  ethnic g roup 's  repertoire, a k i n d  
of meta-metaphor. I f  t h i s  meta-phor could 
be del ineated w i t h i n  an ana l y t i c  framework, 
and i f  a l l  the mu1 ti-dimensional funct ions 
are  accounted for ,  a tool f o r  cross-cul tural  
musical ana lys is  could be a r r i v e d  at,  and 
appl ied ethnomusicology would take a g i an t  
step forward.  Our work would no longer be 
I  imi ted to our  own ethnocentr ic bounderies, 
bu t  r a the r  would be re levant  cross-cul tural ly .  
Th is  paper aims to present the groundwork 
f o r  such a tool from which fu r ther  research 
may continue. 
To a r r i v e  a t  such a scheme there i s  
perhaps no bet ter  reference po in t  to beg in  
w i th  than the work of Charles Seeger. 
Drawing, as s t ruc tu ra l i s ts  do, upon l i n -  
gu is t i c  models f o r  h i s  musical conspectus, 
Seeger sees s t ruc ture  and funct ion as a bas is  
f o r  c lass i f y ing  music. Structure, i n  h i s  eyes, 
can be "the phys ica l  form of a p a r t i c u l a r  
a r t i f a c t  and of aggregates of a r t i fac ts ,  the 
pat terns of bel ief  and  behavior  observed in 
the i nd i v i dua l s  who produce the a r t i fac ts ,  
and the pat terns of populat ion d i s t r i bu t i on  
and social c lass these i nd i v i dua l s  repre- 
s e n t . ' ~ ~  Function may be seen as " t rad i t i ons  
o r  ways of making, using,  be l iev ing  and 
do ing th ings that  have been inher i ted,  in -  
vented, cu l t i va ted  and t ransmit ted b y  these 
ind iv idua ls . "5  Funct ion may also be seen 
as the " re la t i ve  in tens i ty  of the a c t i v i t y  
( and  the) r e l a t i ve  dependence and in ter -  
dependence of the t rad i t i ons  of a cu l ture ,  
and to the combined operation i n  the cu l t u re  
as a whole and i n  the l i v i n g  bodies of the 
ca r r ie rs . l t6  Structure and funct ion,  according 
to Seeger, exh ib i t  the fo l  lowing characterist ics: 
A. E X T R I N S I C  
1. Geographical area. T h i s  may a f f e c t  a c t u a l  i n -  
s t r u m e n t a t i o n  ( t h e  a b i l i t y  t o  b u i l d  c e r t a i n  i n s t r u m e n t s  
due t o  n a t u r a l  r e s o u r c e s )  a n d  t h e  s p r e a d  o f  m u s i c  t r a d i t i o n .  
2. Cutlure area. T h i s  c a n  be  u s e d  t o  seek  r e l e v a n c e  
f o r  t h e  c o i n c i d e n c e  a n d  n o n - c o i n c i d e n c e  o f  m u s i c a l  t r a i t s .  
3.  Pol i t i ca l  area. I n s i g h t  i n t o  t h e  n a t i o n a l  
g e s t a l t .  
4. Social  s trata .  We may f i n d  c u l t u r a l  a n d  r e v e r s e  
c u l t u r a l  hegemony h e r e .  
5. Sex, Age group, Occupation, e t c .  M u s i c  made 
b y  c e r t a i n  p e o p l e  f o r  c e r t a i n  p e o p l e .  
6. Social  function. A l a n  M e r r i a m  h a s  l i s t e d  t e n  
f u n c t i o n s  w h i c h  w o u l d  f a l l  i n t o  t h i s  c a t e g o r y :  (1) e m o t i o n a l  
e x p r e s s i o n ,  ( 2 )  a e s t h e t i c  e n j o y m e n t ,  ( 3 )  e n t e r t a i n m e n t ,  
( 4 )  c o m m u n i c a t i o n ,  ( 5 )  s y m b o l i c  r e p r e s e n t a t i o n ,  ( 6 )  p h y s i c a l  
r e s p o n s e ,  ( 7 )  e n f o r c i n g  c o n f o r m i t y  w i t h  s o c i a l  no rms,  ( 8 )  
v a l i d a t i o n  o f  s o c i a l  i n s t i t u t i o n s  a n d  r e l i g i o u s  r i t u a l s ,  
( 9 ) c o n t r i b u t i o n  t o  t h e  c o n t i n u i t y  o f  c u l t u r e ,  (10) c o n t r i b u -  
t i o n  t o  t h e  i n t e g r a t i o n  o f  s o c i e t y .  
7 .  Focuses of in teres t .  We s e e  t h a t  m u s i c  i s  a  v a l u e  
s y s t e m  a n d  t h e  f o c u s e s  o f  i n t e r e s t  a s  n e c e s s a r i l y  v a l u a t i v e .  
0. INTRINSIC 
1 .  Own-not own tradi t ions .  The d i f f e r e n c e s  b e t w e e n  
t r a d i t i o n s .  
2 .  Own-not own tas t e s .  The d i f f e r e n c e s  b e t w e e n  
t a s t e s .  
3. Expert and l e s s  expert. T h i s  g i v e s  u s  t h e  c h a n c e  
t o  c o n s i d e r  q u a l i t a t i v e  ( h i g h  d e g r e e  o f  e x p e r t n e s s )  w i t h  
q u a n t i t a t i v e  ( a l l  d e g r e e s  o f  e x p e r t n e s s )  t r a i t s .  
4. Creative and re-creative. The d i f f e r e n c e  b e t w e e n  
composers  ( c r e a t o r s )  a n d  p e r f o r m e r s  ( r e - c r e a t o r s ) .  
5. Written and unwritten. T r a d i t i o n a l  v e r s u s  non-  
t r a d i t i o n a l .  
6. Self-made and made by others. The d i f f e r e n c e  
b e t w e e n  t h e  m u s i c a l l y  p r o d u c t i v e  a n d  t h e  m u s i c a l l y  mute.  
7 .  Free and p r i c e d .  Commercial a r t  v e r s u s  f o l k  
c r a f t .  
8 .  Tradition and non-trafition. A e s t h e t i c  v e r s u s  
f u n c t i o n .  
9 .  Music technical functions.  F u n c t i o n  v i e w e d  a s  
i n t r i n s i c  t o  m u s i c . 7  
W h i  l e  Seeger has ca re fu l  l y separated 
music as a symbol from that  context wh ich 
defines i t ,  h lerr iam's funct ions a re  more 
close1 y re la ted to system. The combination 
of Seeger's and Merr iam's c lass i f ica t ion i s  
a major step i n  our  v iewing the musical 
event w i t h i n  i t s  context r a the r  than  ab- 
s t rac t ing  the musical s ign and us ing  on ly  
that  s i ngu la r  aspect of the event f o r  ana ly-  
s is .  Yet, whi le  the i r  work i s  seminal i n  
c rea t i ng  an ana l y t i ca l  tool, they s t i l l  
s tand on ly  as a s ta r t i ng  po in t ,  a reference, 
due to the i r  taxonomic nature.  
A taxonomic approach i s  useful only 
as categorizat ion. I t  a lso possesses a major 
problem. When categor iz ing the changing com- 
plexes of social funct ion i n  music (as Seeger 
has done), we must make sure tha t  we do 
not anthropomorphize the music by  endowing 
i t  w i th  human features. hlusic i tse l f  has no 
social nature.  I t  i s  people who endow i t  w i t h  
such, v i a  our changing social complexes. 
There i s  a social na tu re  of people. People 
create something we have chosen to c a l l  
music, and t h i s  temporal creation, by  i t s  
very  f leet ing and changing nature,  cannot 
ex is t  by  i tse l f  wi thout  people. Therefore i t  
does not have i t s  own social qua l i t y ,  bu t  
a t  best, borrows, elaborates upon, and  
stands fo r  ce r ta in  human social acts and 
responses. 
I f  then music stands for social acts 
and responses, i t  must ex is t  as a s ign,  and 
i f  i t  ex ists as a s ign,  there should be a 
way i n  which we can def ine the "Audio- 
Communicatory Act" (~er fo r rnance  and i t s  
many rami f ica t ions)  as a series of sign 
products, interpretants, and meanings. ( A  
s ign  i n  th i s  paper w i l l  be used i n  the guise 
of symbol. A s ign represents the idea which 
i t  produces [s ign products] ;  that  which a 
s ign  stands f o r  i s  ca l led  i t s  referent; that  
which a s ign  conveys i s  i t s  meaning; and 
the idea(s)  which s igns g ive  r i se  to, the 
interpretant .) 
The framework we seek would not or- 
ganize signs, bu t  p rov ide  the ru l es  which 
would generate the in terpretant  s igns as a 
concrete occurrence. With in such a system 
the s igns would become a network of chang- 
i n g  re la t ionsh ips ( j u s t  as human social re- 
sponse i s )  that ,  despite the i r  f l u i d  nature,  
would remain i n  constant p rox im i ty  to each 
other.  Th is  p rox im i ty  would indeed remain 
constant, regardless of the human actor, 
since each i n terpretant  the performer creates 
i s  dependent upon another s ign  to g i ve  i t  
meaning. 
Such interdependence of s igns i s  an  
aspect of ana lys is  tha t  s t ruc tu ra l i s ts  and 
musicologists f requent ly  omit from the i r  work. 
I t  i s  the missing context. I t  i s  what can 
g i ve  our  work meaning. I t  f u r t he r  a l lows 
fo r  music product ion to be seen as the cyc l i c  
event i t  t r u l y  is .  An example may he lp  
c l a r i f y  t h i s  po in t .  
I f  we were to consider an  actual  musi- 
ca l  performance as a s ign  (ac tua l l y  secon- 
dary  s ign),  i t  i s  an  in terpretant  of a me- 
dium, which i s  an  in terpretant  of a speci f ic  
context, which i s  an  in terpretant  of social 
nature, which may be an  in terpretant  of cus- 
tom, r i t u a l ,  audience response, and  so on. 
As Charles Morr is  has said,  "The meaning of 
a s ign  i s  both i t s  s ign i f i ca t ion  and  i t s  in- 
terpretant ,  and ne i ther  a lone. t t8 A s ign  does 
not communicate in vacuo, bu t  in a g iven  
context, i n  re la t ionsh ip  to other s igns.  The 
meaning of s igns i s  a lways the sum to ta l  
of a l l  the condi t ions of i t s  creat ion.  
These thoughts l e a d  us to three bas ic  
assumptions which should be included i n  mu- 
sicologica I research. The Audio-Commun icatory  
Act is :  
1 .  Architectonic, i n  t h a t  we can see i t s  s t r u c t u r e  
as b e i n g  a  s e r i e s  of  s t e p s .  
2. Teleologica l ,  i n  t h a t  i t  i s  g o a l  o r i e n t e d  t o w a r d  
t h e  c r e a t i o n  o f  s i g n ( s ) .  
3. I t  has a medium, which encodes and a r t i c u l a t e s  
ideology and s o c i a l  r e a l i t y .  
Based upon these three assumptions, a frame- 
work designed to incorporate t h i s  approach 
should show that :  
1. Music r e f e r s  by a s s o c i a t i o n  t o  c a t e g o r i e s  (of  
thought ,  c u l t u r e )  which a r e  not immediately given i n  t r a n -  
s c r i p t i o n .  
2.  The f e a t u r e s  w i t h i n  t h i s  approach will change 
w i t h  the  h i e r a r c h i c a l  weights confe r red  upon them by t h e i r  
va r ious  f i e l d s  of information and t h e  people involved.  
3. Music i s  a  s i g n ,  and t h e r e f o r e  the  i n t e r p r e t a n t  
(and a l l  of music) i s  symbolic f a c t .  
With t h i s  informat ion and the former assump- 
tions, a framework can begin to take shape. 
Sign i s  an  object " i n  the world."g I t  
i s  descr ibable i n  terms of i t s  effect and i s  
thus accessible. Because i t  i s  an  object, and 
since s igns e l i c i t  d isposi t ions to respond, 
i t  must possess i t s  own pos i t ive  qua l i t y ,  the 
q u a l i t y  of the stimulus state. We may, f o r  
the time being, consider t h i s  to be our  
s t a r t i ng  po in t .  The essence of s ign  produc- 
t ion must l i e  w i t h i n  t h i s  st imulus state, f o r  
i t  i s  on ly  upon ref lect ion of i t  tha t  we can 
enter the actual  "existent." Simply put ,  there 
must be some preref  lexive, some insp i ra t iona l  
event o r  th ing,  phys ica l  o r  metaphysical, 
which gives r i se  to the creat ive act. Given 
th is  premise, the "existent" must also, as 
i s  the nature of s ign,  be an in terpretant .  
I t  must present a d iscern ib le  piece of in- 
formation ready to be t ransmit ted and act 
as a "snapshot" of the st imulus state i n  
which consciousness of the present becomes 
the consciousness of previous consciousness. 
The detected piece of informat ion must be 
seen as data  specif ic. Each insp i ra t iona l  
st imulus state generates i t s  own un ique in-  
formation to be used by  the performer and 
h is  audience. For an example from mater ial  
culture, Simon Bronner i n  a recent disserta- 
t  ion discusses chain carv ingJO The carvers 
often use standard cut 2 X 4 pieces of lum- 
ber. The lumber here represents the st imulus 
state. The size of the chain can obviously 
be no larger  than the 2 X 4 from which i t  
i s  carved ( i n  terms of weight and b u l k ) .  
The 2 X 4 car r ied  i t s  own data.  The same 
must hold t rue for  music production. The 
stimulus state must provide cer ta in  data that 
the "creator" must take into account. Each 
new performer may u t i l i ze  th is  data d i f -  
ferent ways, but  he o r  she i s  s t i l l  bound 
by data restr ict ions. At th is point  the data 
i s  ava i lab le  to creator, craftsperson, o r  
musician and must be used i n  respect to a l l  
the in t r ins ic  and ext r ins ic  character ist ics 
that Seeger and Merriam delineate. I  have 
chosen to ca l l  these the cu l tu ra l ,  l inguo- 
conceptual ( i n  that what we do i s  affected 
by our language l imi ta t ions) ,  and pyscho- 
logical constraints. 
I t  i s  a t  th is  point i n  our scheme that 
the "accessible sign" i s  transformed in to 
"pr ivate forum. It I-iere the crea tor/re-crea tor 
enters the realm of id iosyncrat ic bounds, and 
the "element of consciousness" i s  at  i t s  
fu l lest .  I t  i s  a t  th is  point  that most musico- 
logical analysis fa l ters .  This f law need not 
so dramatical ly affect our work i f  we can 
recognize that the conceptual and verbal  
meanings released i n  us are what struc- 
tu ra l i s ts  ca l l  mediation. They are a p a r t  
of the interpretants associated wi th  our  
human-ness. They are  t h e  aspects of our cu l -  
ture that va l idate our signs. Even i n  our  
absence the l imitat ions of our language, 
Weltanschauung, and social functions are the 
considerations through which our personal 
choice i s  determined when selecting data fo r  
presentation and producing data for consump- 
t ion. 
As Levi-Strauss has stated, there i s  
a constant passage i n  both  d i rec t ions  between 
da ta  a n d  informat ion,  ingest ion a n d  produc- 
t ion.  The na tu re  of performance depends upon 
t h i s  fact ,  f o r  j us t  as  s t imulus  s ta te  d a t a  
product ion  does not occur wi thout  an  au- 
dience ( the creator / re-creator)  , ne i the r  does 
performance. Just as  we g i v e  d a t a  as  wel l  
as receive i t ,  the audience creates per for -  
mance as  we1 l  as witnesses i t ,  and  as such, 
they too a r e  s igns a n d  in terpre tants .  The 
fo l l ow ing  c h a r t  should i l l u s t r a t e  how one 
cou ld  see performance i n  t h i s  scheme. 
S ign  
Data  
S t i m u l u s  S t a t e  
( s i g n  i n t e r p r e t a n t )  
C u l t u r a l ,  Psycho -Cons t ra in t s  
L inguo-Conceptua l  
I 
Pe rsona l  Cho ice  
I 
Pe rsona l  Cho ice  
( s i g n  i n t e r p r e t a n t )  
M e d i u m  
Feedback 
( s i g n  i n t e r p r e t a n t )  
Performance 
Secondary S i g n  
( s i g n  i n t e r p r e t a n t )  
As stated ear l i e r ,  the h ie ra rch ica l  weights 
conferred upon each of these aspects may 
change, bu t  the i r  p rox im i ty  would remain 
constant. The impact of the audience now 
i n  focus, the i r  feedback would set up  a new 
st imulus state, and the performance would 
be cyc l i c .  
Now that  we have a r r i v e d  a t  a po in t  
where the framework i s  apparent, the ques- 
t ion ar ises as to how to ascer ta in  these 
features i n  our  research. Must the ethno- 
musicoIogist be a social and behav iora l  
sc ient is t? I  th ink  not, bu t  we must be ab le  
to del ineate social forces i n  a comprehensible 
way, for ,  as Mantle tiood states, 
The e x t e n t  t o  w h i c h  e x t r i n s i c  f o r c e s  may a f f e c t  a  s o c i e t y  
( a n d  i t s  m u s i c )  depends  on t h e  r e l a t i v e  s t r e n g t h  o f  i t s  
m u s i c o - s o c i o - c u l t u r a l  c o n s c i o u s n e s s ,  i t s  v i a b i l i t y  i n  
t e r m s  o f  r e j e c t i o n ,  a c c u l t u r a t i o n  and  a s s i m a l a t i o n  o r  
u l t i m a t e  l o s s  o f  i d e n t i t y .  Somet imes  t h e  e x t r i n s i c  a n d  
i n t r i n s i c  f o r c e s  e x e r t e d  on  t h e  s o c i o - c u l t u r a l  c o n s e n s u s  
may have  a  v e r y  d i r e c t  e f f e c t  o n  t h e  m u s i c a l  consensus ,  
w h i c h  e s t a b l i s h e s  t h e  norms o f  m u s i c a l  s ty le. l l .  
I f  unders tand ing social forces i s  so important  
to our  work and since there a l ready ex is t  
sociological tools f o r  ga ther ing  such inforrna- 
tion, i t  would seem foolhardy to ignore them. 
These tools a re  designed to increase objec- 
t i v i t y  and minimize c u l t u r a l  b ias .  Despite 
the l imi ta t ions of h i s  work, A lan Lomax has 
made la rge  s t r ides us ing  the General In-  
qu i r e r  System i n  ana lyz ing  text  fo r  normat ive 
c u l t u r a l  indicators,  as well as u t i l i z i n g  can- 
tometrics and choreometrics. Addi t iona l  tools 
such as Hadley Can t re l ' s  Self-Anchoring 
S l id ing  Scale fo r  Self Al ienation, i n  which 
the respondents actual  ize the i r  perceived 
posi t ion i n  the world, may be useful in de- 
l i nea t ing  cu l t u ra l  gestal t .  Signs a t  t h i s  po in t  
cease to be symbols that  te l l  us what was 
done: they begin to te l l  us  why. 
To recapi tu late,  i t  appears tha t  p r i o r  
ethnomusicological research becomes trenchant 
by  conf in ing i tse l f  to a s ing le  c r i t e r i on  o r  
approach, ra ther  than expanding through 
in tegra l  methods. The method suggested above 
del ineates a corpus of communica t i ve com- 
ponents and would elaborate upon the social 
and contextual set t ing.  I t considers perfor-  
mance as p a r t  of the communicative event 
w i th  a l l  of i t s  i nd i v i dua l ,  social,  and cul-  
t u ra l  qua l i f i e r s  which shape the form and 
funct ion of the performance. 
Perception of the soc ia l /cu l tura l  extent 
of music i s  determined by  the capac i ty  of 
the research to reveal the numerous levels 
of communication which unfo ld  d u r i n g  the 
Audio-Communicatory Event. These levels are  
interconnected through a process of signs/ 
act ions which change w i t h i n  a g iven time 
and  space. Therefore a l l the components and 
meta-communications which occur d u r i n g  per- 
formance a re  in tegra l  pa r t s  of the whole. 
Fur ther ,  techniques exist ,  and  others may 
be devised, by  which to code these aspects 
of the event so as to prov ide quan t i f i ab l e  
data.  
This approach may t r u l y  g ive  our  work 
a basis of operation centered around i t s  most 
important factor, people. 
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